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SUMMARY 
 
 
It is an oversimplification to look only at the manner in which a two-dimensional 
drawing suggests a three-dimensional movement in order to study choral 
conducting gestures. It must be recognised that there is a myriad of tacit aspects 
of knowledge surrounding conducting gestures. These aspects of tacit 
knowledge might be the reason why the teaching of conducting is done mostly in 
a continuous practicum, where the apprentice learns from the master, because in 
the practical situation the novice learns not only explicit knowledge, but also tacit 
knowledge.   
 
On the other hand, it is vital that the process of categorising and theorising about 
gestures continues in order to at least gain a better explicit knowledge of the 
process. In doing so, a theoretical knowledge base will strengthen the body of 
knowledge.  
 
This explicit knowledge should contain information with regard to the anatomy of 
the conductor, a basic understanding of a balanced posture, bilateral symmetry 
and vertical alignment, and a basic knowledge which will help to understand 
which main muscle groups are responsible for which basic movements involving 
gestures.  
 
The study of gestures from a theoretical point of view is barely more than five 
decades old. The demands which 20th and 21st century composers make on 
conductors question the traditional approaches of the functions of the hands. It 
has become essential for a conductor to develop greater skill of ambidexterity in 
order to cope with these demands.   
 
 xi
Despite the notion by some authors that choral conducting gestures employ 
standard gestures, it has been shown in this study that this is simply not the 
case.  
 
An overview of the work of authors in the field of conducting gestures was 
presented through a literature study. Concepts and their definitions have been 
selected and explained through the answering of research questions. Definitions 
of parameters and functionality of gestures were clarified to decide which 
gestures were the most appropriate in certain circumstances.  
 
This theory aims to be both descriptive and normative. It is descriptive in the 
sense that the concepts and issues and relationships around the characteristic 
aspects of gestures are indicated.  It is normative in terms of the suggestions 
offered with regard to issues pertaining to gestures.  
 
This thesis sets out to contribute to the formulation of theoretical aspects of 
choral conducting gestures in an effort to codify and structure knowledge which is 
often stored in composers minds and experience, in an effort to pass down this 
knowledge to other apprentices in the field.  
